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Abstract 
INTERIOR AND HUMAN PSYCHE: Research into the familiar, normal-looking 
interiors that could also appear abnormal, using it as a metaphor for the human psyche, in 
the medium of painting. A study taking the form of an exhibition of paintings at the 
Canberra School of Art Gallery showing works on paper and a book form, from March 
16 to 24, 2001 which comprises the outcome of the Studio Practice project, together with 
this Report documenting the nature of the course of study undertaken. 
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Introduction 
" . . . thanks to the house, a great many of our memories are housed, and if the house is a 
bit elaborate, if it has a cellar and a garret, nooks and corridors, our memories have 
refuges that are all the more clearly delineated- all our lives we come back to them in our 
daydreams."' 
Gaston Bachelard, The Poetics of Space. 
My studies concern the dark side of the human psyche and how little we know of our 
own emotions. I do not proffer a treatise for the complexity of the human mind nor 
suggesting the best route to take in solving ones psychological problems; everyone is 
different and there are no right or wrong answers. However, I use elements of houses as 
metaphors for the human psyche and express these variously via the medium of painting. 
Previous Works 
Last year, when studying the final year of my bachelor degree, I was interested in 
exploring the psychological association of objects. Particularly, those associated with the 
ideas of revelation and concealment, such as doors, lockers and drawers. I was also 
interested in subliminal vision and atmospheres of ambiguity and uncertainty. In my 
works, doors seemed ready to burst open but external forces prevented them from doing 
so. Internal forces were therefore repressed, hovering just beneath the surface. One 
could not see but feel their presence. However, one can't hide oneself behind a door 
forever. Dark secrets often find a way of seeping out. 1 was interested in using the image 
of a door to hint at something unstable in our minds and the world that is ever behind us; 
' Bimbaum, D, -'Interiority Complex", Art Forum, summer 2000, pp. 143. 
that things happen when we least expect them. Behind the door there is a suggestion of 
something unknown and possibly threatening, which is yet to be encountered. 
Closet, 2000, Oil on Canvas, 120x56.5 cm. 
Since ancient times, people have used doors to protect the entrances of their home and as 
a barrier against enemies and bad weather. Closed doors reject what's outside or protect 
a place of retreat. A door that has been left ajar entices us to enter and explore what lies 
beyond. Both sides of the door represent outside and inside, public and private, social 
and personal. There are doors inside us too, if you are too afraid to open and walk 
through them, you will be imprisoned no matter which side you are on. Carl Jung said. 
"The dream is the small hidden door in the deepest and most intimate sanctuary of the 
soul, which opens into the primeval cosmic night that was soul long before there was a 
conscious ego and will be soul far beyond what conscious ego would ever reach."^ Doors 
imprison us if we let them. Our fears, uncertainties and prejudices put locks on such 
barriers and no one but we can negotiate those locks. We are too repressed and hide 
things from ourselves too much, we may forget the existence of our dark secrets but one 
day they will seep out and surprise us. 
Concept 
This year, I have become interested in films, especially those belonging to the genre of 
film noir. In films such as Scarlet Street {\945) and Double Indemnity (\944), the main 
characters live a normal existence until a chance encounter or incident causes a release of 
suppressed emotion they never knew existed. It seems that the characters are not in total 
control of their action but are subjected to darker, inner impulses where they seems to be 
driven into a direct transgression of the law by some fatal flaws within themselves. 
Walter in Double Indemnity, can't find any rational explanafion for his action, hence 
evoked the "uncanny" regime of "dark forces" as a mean of avoiding personal 
responsibility. This demonstrate the denial of psychoanalytic impetus, where individual 
are not in control of the dark desire within themselves. I want to express the struggle of 
inner forces and the internal darkness of the human mind, which is hovering beneath the 
surface of every person. I want to express those emotions through interiors. 
In the long history of Western art, interior has been used as a metaphor for the human 
mind; they are spaces inhabited by memories. 1 wanted to make the interior 'un-homely'. 
'Clery, V, Doors, pp.31. 
using rooms that are familiar to us, and yet turn the normal appearances into something 
abnormal to make one feel strange and uneasy in an everyday experience. This is 
analogous to our self-familiarity versus the parts of us deep inside that are closed, 
suppressed. These emotions are supposed to remain hidden but sometimes they emerge. 
Such impulses are unfamiliar to us; we are often shocked by their release. 
According to Jung, the human psyche can be classified as follows: 
Consciousness- it comprises the thoughts and action under the control of the will. 
Preconscious- the mental faculties and memories which can be readily summoned into 
consciousness. 
Personal Unconscious- it is a storage area of individual memories such as perceptions, 
experiences and repressed desire. We can gain access as they surface into consciousness 
through dream or sudden flashes of recollection. 
Collective Unconscious- It is buried deep in the human psyche, it is where the instinctive 
patterns of thought and behaviour that formed the human experience that has shaped into 
what we now recognise as emotion and values. 
Method and Process 
Beginning of the Course 
At the beginning of the course I worked in gouache on small vertical blackboards, 17cm 
by 6cm. The paintings are very closely related to the works 1 produced during 1999, both 
in colour and style. The images are frontal views of doors painted in green, lemon yellow 
or white. The paintings are non-realistic images. They are symbolic representations of 
objects. 
One does not expect the image of the doors to look realistic; it is the formal aspects of the 
works that are more important. One of my favourite works from this period is the image 
of a yellowish-green door with water seeping from beneath it. In this image I try to 
reflect on how, if one represses one's secrets in silence, they may not stay buried forever 
and there will probably be seepage. Another of my favourites images is a closet with 
both doors closed. The door on the viewer's right is depicted with a lighter pigment 
giving the illusion that the door is bursting forth, pushed out by some internal force. 
Opening, 2000, Gouache on Cardboard, 15x7 cm. 
At this stage, 1 changed to a more reahstic presentation of space and started to woric in oil 
paint on canvas. I felt that the small blackboards limited my works and that 1 could not 
express my concept fully when using them. The new works were still images of doors 
but I introduced images of staircases and corridors. I used 173cm by 81cm canvases, 
considerably larger than the gouache blackboards. I find works of simple composition 
need to be larger in size in order to achieve greater emotional and visual impact. 
I started my paintings without many visual references. They came mostly from my 
imagination. First, I carefijlly drew the outline of the image using a ruler and pencil. Then 
I applied the different colours strictly within the lined boundaries. Most lines in the 
works are either vertical or horizontal, which is intended to give them an unsettling 
stillness. 
The first thing the viewer notices about all the works is the intensity of the green colours. 
I find that green attracts and repels me at the same time. It stands for nature, not only for 
life but also for decay. Green attracts the viewer's interest while creating a nightmarish 
atmosphere. I also used mixtures of Alizarin Crimson, Burnt Umber, Lemon Yellow and 
Ultramarine to create an eerie, abnormal atmosphere. In some of the works I darkened 
the area around the edge of the composition, where I faded out the details to give the 
impression of an underground world. One of the works shows an abnormal, strong light 
coming out from behind a door left ajar. Another shows a strange yellow light around the 
comer at the end of a corridor. One wonders what is around the comer and behind the 
door. 
In postgraduate seminars, my supervisors and fellow students found many problems with 
my works. The intense and dramatic lighting 1 used set the stage for something to 
happen, but this was useless because the main character was absent. The viewer expects 
too much from the painting. Robert Boynes suggested that it was too literal and 
traditional to use dark tones and cool colours to represent darkness; one can feel eerie and 
cold even on a bright warm day. Another problem was that the lines in the works were 
too clear. The whole image could be clearly seen with no room left for imagination. 
Everything was exposed and revealed. The way I was representing the lighting source 
was also a problem. Perspectives were unconvincing because of the lack of visual 
reference. Light did not reflect off objects making them look like bright coloured patches 
set on the surface of the canvas. 
Ajar, 2000, Oil on Canvas, 173x81cm. Corridor, 2000, Oil on Canvas, 173x81cm. 
At this stage the course was one third complete and I was losing confidence in my work. 
I stopped painting for a while and started thinking about how to solve these problems and 
what I should do next. 
Mid-way Through the Course 
Mid year was a turning point for my work. 1 started to loosen up and become more 
experimental with the application of paint and the use of colour. 1 was uncomfortable 
working with large canvases and so began using smaller ones. I painted on the canvases 
in landscape format leaving the viewer more room to move around visually. 
A friend of mine photographed my subjects for me, and my work improved with the aid 
of a visual reference. We took photos of interior and staircase in the Canberra School of 
Arts and in Fenner Hall; interiors where I have worked and lived in; that I am familiar 
with. 
The photos that interested me the most were taken in the dark room at CSA; the lights 
were turned off and a door has been left ajar with a ray of bright light coming through the 
Photo Credit: Giffen Gheng 
opening. The colour on the right side of the photo are dark and flat, I give the dark area a 
painterly treatment with different colours, textures and tones while blurred some of the 
edges to create a desired atmosphere. 1 found that painting directly onto the canvas with 
little or no outline freed me from the restraint of lines. This gave me freedom to become 
more fluent with the application of the paint. Some areas 1 left unfinished while others 1 
flooded with a brush-load of turpentine and a little oil paint. Compared with the larger 
oil paintings before, the smaller ones are more successful as not everything is revealed; 
one feh as if they are walking through the room with half closed eyes, trying to figured 
out what 's around them. 
Untitled I, 2000, Oil on Canvas, 28x72cm. 
Untitled:, 2000, Oil on Canvas, 28x72cm. 
Untitled 4, 2000, Oil on Canvas, 28x72cm. 
I began to naturalise the colour schemes of my pieces, introducing Burnt Sienna and 
Yellow Ochre, while eliminating the intense green (a mixture of Ultramarine Blue and 
Lemon Yellow). By the fourth work from this series, 1 was using much less paint with 
more turpentine to simulate a watercolour effect. So I asked myself "why not change to 
watercolour?" I made the switch and 1 became bolder in using high-key colours. 1 
stopped using green realising that not everyone felt the same about it as 1 do. Instead, I 
experimented with warmer and brighter colours such as Cadmium Red and Violet, 
without a great deal of mixing. 1 tried to create a contradictory cold and eerie atmosphere 
with warm colours. At this point 1 was using fewer photographic references to try to free 
myself from any restraint whatsoever. 
But, this series did not last long. Apart from freeing myself in the application of paint, 1 
found 1 still had the same problems as earlier in the year. My colours were too intense 
and the perspectives were unconvincing. 1 decided to observe my visual references more 
carefully, to lighten my palette and use a lot of water with the paint. 
Untitled 8, 2000, Watercolour on Paper, 27.5x37cm. 
Untitled I I , 2000, Watercolour on Paper, 28x11.5cm. 
End of Course 
By October, I had reintroduced green to my works but tried to keep my palette simple, 
using mainly India Red, Indigo and Sap Green. I found that a simple palette unifies the 
painting. Instead of using thick paint as 1 had before, my brush was now loaded with 
water and only a little paint, giving my paintings a watery and airy atmosphere. 1 left 
large parts of the paper unpainted or painted with just a wash of thin paint, letting the 
whiteness and integrity of the paper surface show through. 
By now 1 had painted a large number of works in a varying number of formats ranging 
from A6 to Al . This constitutes my finished body of work. 1 feel that they fall into three 
main groupings as detailed below. 
Final Works 
Bathroom 
The works in this series are images of bathrooms in Fenner Hall painted in watercolour. 
The bathroom is a place where we are at our most vulnerable. My interiors are spaces 
inhabited by objects and memories that are filled with light and shadow. While 1 show 
no actual people, 1 want the viewer to feel the presence of someone or something in the 
painting. It is a sense that something ambiguous and mysterious is sharing the room with 
them; hiding behind the door or around the comer; arousing feelings of uneasiness and 
apprehension. 
\ 
Bathroom 2, 2000, watercolour on Paper, 52.9x47.4cm. 
m - r 
Bathroom 3, 2000, Watercolour on Paper, 74x53.5cm. 
t . 
Bathroom 4, 2000, Watercolour on Paper, 74x53.5cm. 
sm 
Bathroom 6, 2001, Watercolour on Paper, 76.3x56.5cm. 
Bathroom 7, 2001, Watercolour on Paper, 76.3x56.5cm. 
In films, the most popular method of turning the familiar into the unfamiliar is to throw 
huge, dark shadows of everyday objects or a person onto walls. By such a means, the 
realm of the unknown is injected into our known environment. The shadow, in Jungian 
terms, represents the repressed or imperfectly acknowledged part of oneself ' In my 
paintings, there are shadows in the form of figure-like shape or a just a dark cloud lurking 
behind the shower curtains or projected on the wall. 
The shadow is the self-willed and self-seeking part of human nature. It is also a symbol 
of our material nature. The shadow is the negative desire that we are ashamed of, where 
we attempt to bury them in our unconscious. It is the inner terror that we feel that might 
impel us to dark deeds if we did not keep a strong control over it. The shadow is 
' Fontana, D, The Secret Language of Symbols, pp.130. 
responsible for the cruelties we inflicted upon each other. However, it sets up a tension 
with the positive aspects within us. It gave us something to push against in life, to 
overcome our inner obstacle. In the western superstition, the man without a shadow is 
the devil himself To accept the shadow requires moral effort. 
The Book 
In films, rooms often become the places where frightening events take place. For 
example, the shower and cellar in Hitchcock's Psycho (1960); the corridor, shower and 
staircase in Kurbrick's The Shining (1995). The bathroom is a place where most of us 
feel most vulnerable, especially if there is an intruder. One is naked and stripped of any 
protection. The attic and cellar are places where we store unwanted things; they are 
rooms that are symbolic of our mind's spaces, where repressed things often surface 
unexpectedly, when least desired. Staircases and the corridors are places of transition, 
where we or something unknown, can pass from one room to the other. A staircase can 
also be the place of injurious falls and fatal encounters. 
In the beginning, this series includes many small paintings of interiors. I made them 
small deliberately in order for the viewer to become more intimate with the subject matter 
of the paintings, as works of much larger size might become too overpowering. There 
are images of living rooms with sofas and a table covered with white sheets, corridors 
with water seeping from under a door, bathrooms half-veiled by shower curtains and 
staircases leading you up and down to mysterious places. 
1 had trouble arranging the small paintings for viewing. At first I arranged them at eye 
level across a white wall but after a review of my work, Nigel Lendon suggested I play 
with the arrangement more. He noted that 1 had placed the paintings randomly, according 
to visual effect without any conceptual connection between them. I rearranged the 
paintings across and up and down the wall, making them look like individual interiors in 
a huge building. The empty spaces between the paintings could be viewed as intervening 
rooms, which we are unable to see. However, this arrangement still presented problems; 
the viewer does not know where to stand to gain an optimum view of the paintings; 
whether close or from a distance, from the left or fi-om the right side of the wall. 
After I discussed this dilemma with my supervisors, I took up their suggestion to paste all 
the small works into a book. This solved the problem of how best to view the work and 
also created a narrative for the series. I placed the image of a door on the first page, and 
took the viewer for a tour of the building. 1 blurred, sharpened or faded out individual 
interiors to create tension and focus to this work. The difficulties now lay in how to bind 
the pages together and in deciding on page layout. 1 also had to edit my images and work 
out which ones to include and which to omit. Instead of pasting the paintings into a book 
I decided to paint directly onto new pages. I felt this would allow easier viewing and 
prevent the book become bulky. 
I researched different methods of bookbinding and found that the Japanese technique of 
binding, known as 'Accordion Books', was the most suitable. It is traditionally used for 
Buddhist sutras or for albums of calligraphy or painting. The typical accordion book is 
made from sheets of paper pasted into a long strip that is folded concertina fashion into 
the desired size. One can flip through the pages to view the pages individually or pull 
them flat for a full view. 
Colour is used to create emotional content not only in artwork but also in films. Colour 
conveys moods, feelings and impulses. The conventionally accepted pattern is white for 
purity, black for evil, red for passion and green for life. But each colour has double or 
contrary meaning. Black can alternatively be used for respectability, and green for decay. 
The meaning of a colour depends on which colour it is juxtaposed with or on its intensity. 
D.G. Winston called colour "non-verbal thought". Such thought as does not form in our 
mind as words but is associated with colour, composition and mood rather than sentences 
or verbal expression." 
Filmmakers often use the mental and emotional implication of colours to increase the 
emotional impact of a scene, situation or character. For example, in Mamoulian's Becky 
Sharp, in the sequence showing the Duchess of Richmond's ball, panic breaks out when 
the first shot of Napoleon's cannon is heard. The sequence builds to a climax through 
colour changes: from the sobriety and coolness of grey, blue, green and pale yellow to the 
bright orange and red that signal excitement, danger and threat. In Michael Powell's 
Peeping Tom, the change from colour fdm to black and white is used to highlight 
flashback sequences. The change indicates the change between the story of the film and 
the story within the story. 
I borrowed the method of using black and white in a colour film in The Book. In one of 
the pages, it shows three images of a corridor; the one of the left and on the right are in 
colour while the one on the centre are black and white with a figure-like shadow lurking 
around the comer. This is to suggest that in the past, an incident has happened in this 
particular corridor. I use this as a metaphor for the resurfacing of hidden desires and 
secrets; that it will always be there, waiting for the chance to come out. 
The Book, 2001, (detail), Watercolour on Paper, various sizes. 
I also used the method of changing colour in The Book to create climax in conjunction 
with the images and page layout. As the viewer opens the book, they are greeted by a 
cropped image of a door. 1 don't want the viewer to recognise the image as a door at first 
glance but to wonder on what it is. The white colour of the door is a symbol of innocence 
and normality, which could not suggest what is to come. The second image lets the 
viewer inside the house. It shows a door left afar. The image is cropped which show 
only an abstract image of the bottom section of a door, with a ray of light coming in. The 
image is dark in tone and colour. The green-blue colour of the door gives a sense of 
uneasiness. The blurry, normal-looking white walls and door and green-blue carpet on 
the next image hint at something uncanny. 
The Book, 2001, (detail), Watercolour on Paper, various sizes. 
One was then led to a staircase that carries your down to another door. By this time 
Yellow Ochre is introduced into the palette; things seems to be getting back to normal. 
The next image is a close up of a bed and pillow; the grey figure-like shadow threatens 
the whiteness of the bed cover and the wall. The zooming in on objects does not always 
give more detail or information, as some time the image will become out of focus and 
confuse the viewers. One of the images shows a close up on the edge of a bathtub. I 
painted the image wet on wet to create a misty and watery atmosphere, that block out 
details. The steam flowed out from the bathtub out past the boundary of the rectangular 
format of the image. This suggested that there is something happening outside the 
picture that we are unable to see. 
k 
The Book, 2001, (detail), Watercolour on Paper, various sizes. 
Several green images follow the yellow images to increase the suspense, a few images of 
bathroom follows with the introduction of red to suggest danger. The viewpoints of the 
bathrooms are tilted dramatically; the viewers were looking up in some paintings while 
looking down in others. 1 want to give to images an unstable feeling that is unsettling, as 
if the world is falling over. 
The Book, 2001, (detail), Watercolour on Paper, various size. 
After the bathroom images, the climax dropped as the palette returned to green. In the last 
few images a staircase led you to a room. There is a dark cloud that covers both images 
that blurred out the details; the tension is going up again. The last image shows a blur 
with a mixture of blue, red and green colours with something that looks like smoke 
flowing past the boundary of the rectangular format, suggesting that it is not the end of 
the stoiy yet. The viewers are left to speculate on the cause of the black out. 
The Book, 2001, (detail), Watercolour on Paper, various sizes. 
Fragments 
In this series, I cut large paintings of bathroom images into small square pieces and 
arranged them across and up and down the wall, in groups of three, four or five. Each 
painting shows a small section of a bathroom. Some of the paintings are recognisable 
while others are not. The cropping is a device I used very often, not only in this series 
but on the other two as well, especially in The Boot, it gave a sense of ambiguity because 
it produced a lack of information. 
5 
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Fragment, 2001, (detail), Watercolour on Paper, 19x18.5cm (per piece). 
The use of cropping object in foreground with a frame is a photographic device, also 
developed by filmmakers and discussed by film theorists. Andre Bazin noted the 
cropping of the object masked the unseen surrounding area, showing only a part of 
reality.' Pascal Bonitzer said "the cinema simply wants what takes place off-screen to 
have as much dramatic importance-and sometimes even more-as what takes place inside 
the frame." ^ Bonitzer also commented on that the partial view is like a lost object, that is 
the cause of desire, generating our desire for the desire to see.' 
' Rifkin, A, Art History. Vol.21, No 3, September 1998 pp.442. 
' I b i d 
Meyer Schapiro noted that such device is used in painting as well, where objects in 
foreground are cropped. He said "such cropping.. .brings out the partial, the fragmentary 
and contingent in the image.. . the picture seems to be arbitrarily isolated from a larger 
whole and brought abruptly into the observer's field of vision."^ 
At first I painted bathroom images on A1 paper and divided each into twelve sections 
horizontally and vertically. Then I took away the bottom right piece of each making 
them look like puzzles; as if one could move the pieces around to map the image 
together. This is a metaphor for how life is like a puzzle, there is always a piece missing. 
My supervisors then pointed out that I was moving away from my original concept. 
Also, when looking at the eleven small pieces together the viewer does not know where 
the focus lies, and visual overload could be a problem. I therefore rearranged the images 
into smaller groups. Decision that I needed to make was on how to arrange the groups on 
the wall and what colour the wall should be. I found a dark grey wall brings out the 
sharpness of the white colour in my work at the same time not losing the grey colours and 
tones. 
Computer Class 
During my course, I took Peter Jordan's Computer Painting Class. Here, I learnt to use 
Painter 5.5, which can simulate painting techniques such as oil and watercolour. I also 
learnt how to use Abode Photoshop 5.02 to scan photos of my subject matter into a 
computer and manipulate the resulting digital images. 
' Rifkin, A, Art History. Vol..21, No.3, September 1998. pp.442. 
Mbid 
I used Adobe Photoshop 5.02 more often because it allowed me to change the colour, 
lighting and texture of the scanned images. It also made it easier to achieve a more 
realistic quality than is possible with Painter 5.5. Although the computer work is not 
included in my graduate exhibition it was helpful throughout my course. 1 found it very 
convenient to scan photos and manipulate them. It gave me greater turnover and more 
fi-eedom to experiment with new ideas. The development of my computer work closely 
follows my work with paint. 
Staircase 2, 2000, Digital Images. Bathtub, 2000, Digital Image. 
Film Noir as a metaphor for real life 
I was significantly influenced by the psychoanalysis of early film noir. Film noir films 
are crime dramas that contradicted the usual optimism of the popular Hollywood product. 
In these dark films (both visually and psychologically), money, love and personal interest 
lead not to fulfilment and happy ending, but to crime and death. In Scarlet Street (\9A5) 
and Double Indemnity (1944), the main characters become involved with deceptive 
women. The insurance man, Walter (Double Indemnity) and the bank clerk, Chris 
{Scarlet Street) each live regular, normal lives until they have a chance encounter that 
causes them to release suppressed emotion and forces a transformation of personalities. 
Chris was taking his regular evening walk when he fell into a trap laid by a scheming 
femme fatale. Walter, in making a routine visit to a client's house on a sunny afternoon, 
was eventually led in to the darkest possibilities of himself. Like Walter and Chris, most 
of the characters of/;7m noir are the victims of their own dark inclinations. 
I would like to use the images of normal looking and familiar interiors as a metaphor on 
the theme of that normal-looking people are capable of dark deeds, and the traps are 
scattered everywhere. For example, in the Bathroom series, the bathroom is usually a 
place where pleasurable, everyday routines take place. However, it could also become a 
place of danger where one can slip on the wet tiles, or a child might drown in the bathtub 
accidentally or deliberately. One can't judge someone just by his or her appearance. 
Apart from being influenced by the psychological part oifilm noir, 1 was also interested 
in the use of camera angle. The use of close shots in films draws the viewer in, while at 
the same time, focuses attention on an area outside the limits of the frame. This 
anticipates in a deterministic way something yet to be seen. Something fateftil impels the 
camera inward. The camera moves in for a reaction, reveals detail or gives more 
information but leaves the viewer with more questions. 
DIRECTION 
I Confess (1952) 
Another technique that influenced me is the tilting of camera angle. In the interiors, 
especially in the bathroom, 1 tilted the plane of the room to create greater visual and 
emotional impact. I tilted the room with the viewer looking downward to give an 
unstable feeling. In another painting, the viewer is looking upward to give a sense of 
being dominated, made venerable and repressed. 
Criss Cross (1949) 
The Third Man (1949) 
The House and the Uncanny 
Freud's theory of uncanny is the idea of the famihar and the unfamiliar. In his theory, the 
uncanny involves the return of childhood or infantile experience and memories. 
However, the memories returned in a form that has been distorted by the process of 
repression. Uncanny can also be used to describe things that should remain hidden but 
have come to light. 
In Hitchcock's Psycho (1960), the narrative is uncanny. Marion, the main character on 
the film, was a trustworthy secretary for ten years. However, she was tempted and stole a 
large amount of money from her boss, which led her to her death under the hand of 
Norman Bates, in the seemly normal looking Bates's Hotel. It is a story of a hidden and 
dreadful past that has erupted amidst the apparent banality of the present. 
Psycho helps to draw out the disturbing aspect of Hopper's paintings. One can see the 
similarity between the old Bates House and Hopper 's House by the Railroad (1925). 
House by the Railroad shows a Victorian Gothic mansion standing austerely, as a 
nostalgic memory of an older era that has been left behind by rapid modernisation. The 
mansion is a symbol of the past, standing amidst a society that has been made alienated 
and 'rootless" by the complexities of urban life. As the train drives past into the future, 
the passengers cast a backward look at the house. Only the "rootless" can be nostalgic, 
yearning for the past to be lost, safely. The mansion does not fade into the distance or 
with time, but looms up ominous and too closely for comfort; the past returns in 
anuncanny way. 
In another paining by Hopper, Solitude #56 (1944), the little cottage by the side of a road 
gives a sense of uneasiness. This uneasiness is created by the distortion of the 
perspective: both the front and the side of the house are in parallel with the picture plane; 
the windows are closed and the whiteness of the wall makes the windows look like dark 
black holes, staring back and drawing you in; there is no path connecting the cottage to 
the road, as if the building has been raised out of no-where; the exaggerated perspective 
of the recessing of the road gives an impression of a car driving past, with a prolonged 
backward glance at the isolated cottage. The fuzziness of the trees, road and the field 
compare with the clearly defined house gives a sense of uncanniness. 
Artistic Influences 
The first artist I was influenced by was Ann Wallace, especially her eerie painting Sight 
Unseen (1996). It is an image of water seeping from underneath a door in a comer. At 
first glance, one might think that the cause is as mundane as an overflowing bathtub 
behind the door. However, the intensity and coolness of the green and blue colour and 
the eerie atmosphere suggest otherwise. The door might open up to an underground lake 
rather than the expected interior of a bathroom. 
Ann Wallace, Sight Unseen, 1996,Oil on Linen, 193x122cm. 
In The Next Room II (1999), the work is divided in three sections. The first panel reveals 
a figure huddled under the bed-cover in a dark bedroom. The second shows a door left 
ajar and a staircase leading down to another room. The last panel shows a close up of 
two limpid bare feet spread out in bed. The three panels mimicked film fi-ames, which 
provide a narrative to the work while leaving enough information out for the viewer to 
speculate the story. The ordinariness of the yellowish-green wall and white doorway and 
the dark shadows that lurks behind the staircase and bed creates a sense of the uncanny, 
and the uneasiness that echoed Hitchocock's suspense thrillers. 
Ann Wallace, The Next Room II, 1999, Oil on Canvas, 33xl84cm. 
In Kristin Headlam's garden paintings, one can feel the presence of something unseen 
and mysterious. There is a seductive quality about her garden series that lures the viewer 
in. The gardens are normal looking and peaceful by day, become haunted by night, filled 
with the unknown. The terrain is ordered and the space is rational, but somehow it is 
shadowed by something sinister; it appears both ordinary and extraordinary. The 
painterly technique that blurred the objects, the deep cool red and the pale blue terrain, 
the dark shadow and the mysterious silence that hovered around makes her painting 
appears quite unsettling. 
Kiristin Headlam, A Garden at Midnight: Ceanothus, 1994, (detail). Oil on Canvas, 
122x122cm. 
Louise Hearman's figures, such as in Untitled (1996), is blurred and distorted. It is 
neither human or animal that hovers between the boundary of the two states, as if one is 
seeing the work between sleep and waking. 
Louise Hearman, Untitled, 1993, Oil on Masonite, 39.5x40cm. 
In Untitled 559, a kitten with human like face and dark eyes is starring at the viewer. It 
shows the abject underside of human subjectivity. In Hearman's work, the real world is 
constantly threatened to collapse into some other world that is unknown to us. 
Louise Hearman, Untitled 586, 1997, Oil on Composition-board, 25.5x26.5cm. 
Nigel Thomson's paintings first appear to be familiar settings that seem completely 
normal. However, behind this normality lies something ambiguous and frightening. In 
Mother drowning son, it shows a sparkly clean, white bathroom with a woman pushing a 
struggling boy down the bathtub. In everyone's view, the last thing a mother would do is 
killing her own child. In Untitled {\991), a car is driving through a bleak-looking forest 
on a lonely twisted road. The car is turning a comer with the red warning lights indicate 
that the brake is on and the driver is trying to come to a sudden stop. Thomson suggested 
"Like life itself What awaits around the comer in anyone's guess."' 
Nigel Thomson, Mother Drowning Son 1976, Oil on Canvas, 116x90cm. 
' Mendelssoha, J, "Nigel Thomson and the World of Unease",. 
359. 
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In Gerhardt Richter's Kitchen chair, the chair is slightly out of focus. In some parts, the 
actual object merged in with its shadow. On the wall, the shadow of the legs of the chair 
is more clearly defined than the chair itself, as if the shadow is trying to push out from 
the wall, creeping in and overpowering the chair. The lines in the painting are not 
straight; they are crooked while sharpened and blurred in different areas, this gives a 
feeling of uncertainty. The bottom area of the chair is blurrier than the upper section. 
Such haziness and the smear of surface give the ordinary furniture a feeling of insecurity 
and mystery. 
Gerhard Richter, kitchen Chair, 1965, Oil on Canvas, 100x90cm. 
Conclusion 
Over the duration of my masters' course I have matured both technically and 
theoretically. I encountered many difficulties, especially during Semester 1 when 1 was 
trying to work with oil even though 1 am not confident with oil painting and as such had 
problems expressing my ideas. Both my supervisors encouraged me to try new things 
and to be bold and experimental. This was difficult because I tend to persist at something 
even when it is not working. I was restrained, both personally and artistically, which 
prevented me from developing into a mature artist and person. After switching to 
watercolour paintings mid-way through the course, I started to become confident with the 
medium and found better ways of expressing my concepts. 
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I am interested in exploring the psychological association of objects, particulariy those 
associated with the idea of revealing and concealing, such as doors. I am also interested 
in subliminal vision and the atmosphere of ambiguity and uncertainty. In my paintings, 
the door seems always ready to burst open but outside forces are preventing it f rom 
opening. The inside forces that have been repressed are hovering just beneath the surface 
- one can not see but feel its presence. However, one can't hide behind the door forever; 
the dark side will often find a way of seeping out through cracks. 
Next year, I intend to develop these concepts further. The works will be executed in oil 
on canvas, gouache and watercolour on paper. I want to explore the application of paint 
and the ways that different mediums give different intensities of emotion. The thickness, 
opacity and transparency of paint will effect the atmosphere of paintings. 
I shall conduct research on ancient Chinese doors (e.g. Temple doors) and on Chinese 
culture and tradition. I want to explore how complex cultural values may be both 
embedded in and released from material objects connected with rites of passage. The 
Chinese love ' face ' and pretend everything is fine even when it is not. They often repress 
their feelings and do not show their emotion as freely as Australians. To the Chinese, 
family values and responsibility are most important. The high expectation parents have 
of their children often create a sense of pressure and uncertainty. I intend to reflect this 
confl ict and contradict ion of emotions through the symbol of doors, which are 
specifically inflected by Chinese culture and history. 
I am also interested in the psychology on the characters m film noir. The characters live 
in normal, self-contained lives until chance encounter or incidents causes them to release 
suppressed emotion, which they never knew existed before. The chance encounters leads 
to a dramatic change in their personality. Most of the characters are victims of their own 
dark suppressed inclinations. The psychological darkness that seemed to be produced by 
the chance encounter was in fact already hidden beneath the characters' bland masks. 
One can never know the darkest possibilities of oneself until it is been released. I want to 
express the struggle of inner forces and the internal darkness of the human mind that is 
hovering beneath the surface of every person. I use the image of the door to hint at 
something unstable in our minds and our world that is ever behind us; to suggest that 
things can happen when we least expect them to. Behind the door, there is something 
potentially unsuspected and threatening that is yet to be encountered. 
Colour is a very important element in my work. All the paintings are mainly in acid 
green. I fmd this colour attracts and repels me at the same time. It creates a hunted and 
nightmarish atmosphere. I also often use white on a black background. White is a 
passive and silent colour. I would like to research into other colours and see how they 
can effect the atmosphere of the painting and allude to realms of emotion. 
Composition is also important, such as cropping and the denial of visual information. If 
too much is given, there is no room left for imagination and the door becomes too literal. 
The work will lose its ambiguity and mystery. 1 like to see how much 1 can crop out and 
zoom in and still retain the effect. I would like to research into the use of camera angles 
in film noir. The camera offers comment through a recurrent high angle or a disorienting 
low one. The films used dramatic lighting and camera angles to reflect the characters' 
state of mind. 
2"" Approved Study Program 
I have decided not to research into Chinese doors. This is due to a lack of information 
available on ancient Chinese doors and I do not want to limit myself to only one subject. 
Nevertheless, I am still interested in doors, but I will use rooms of the house as well as 
elements in my paintings. They will include bathrooms, bedrooms, corridors, living 
rooms and staircases. 
Instead of using oils, I have decided to change to the watercolour medium. This is 
because I find watercolour is a better medium for me to express my ideas and I am 
becoming more confident in using it. 
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